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In around 1908 the art of Vasily Kandinsky (1866 Kandinsky ( -1944 ) underwent a decisive change. The works he created in Murnau, near Munich, where he lived and worked for many months between 1908 and 1914, show an increasingly free use of colour as well as a gradual dissolution of representational subject matter -a shift towards a new, abstract art. From 1910 onwards there was an iconographic shift in Kandinsky's work: several paintings and prints from this period are dedicated to the subject of the apocalypse. 2 Many of them display the motif of a city with a falling tower, which signifies the 
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Sebastian Borkhardt destruction of the earthly Jerusalem (figs. 1.1 and 7.1). 3 The transformation of the objective world which Kandinsky executed in these works had its reference in the written tradition of the Bible and in the pictorial tradition of icon painting (see, for example, the Apocalypse icon in the Cathedral of the Dormition in Moscow (end of the fifteenth century)). At the same time, by referring to religion, Kandinsky proclaimed his abstract art as a substantially spiritualised art.
The eschatological theme of such works as Last Judgment (1912) ( fig. 7 .1) corresponds with the prophetic tone of the artist's seminal treatise, On the Spiritual in Art, which was first published in December 1911 ( fig. 1.1) . 4 Against the backdrop of an all-embracing materialism that he felt had to be overcome, Kandinsky preached the dawning of an "epoch of the great spiritual". 5 According to Kandinsky, his art was to be neither decoration nor an end in itself, but rather, the medium for conveying a spiritual message. As is indicated in the quotation which introduces this chapter, Kandinsky conceived of the artist -and thus himself -as a prophet or even a messiah, sacrificing himself for the sake of humanity.
The religious aspects in Kandinsky's oeuvre have been highlighted by a number of scholars. 6 In this chapter, I shall shift the focus from the artist and his work to the audience to whom his message was addressed. I shall explain the role played by the concept of the 'spiritual' in the German reception of Kandinsky from the early 1910s, when abstract art was first beginning to be recognised in Germany, to 1937, the year that the infamous exhibition of 'Degenerate Art' (Entartete Kunst) opened its doors in Munich. 7 The main focus here is the response to Kandinsky's work as described in several key texts on modern art that were published between 1914 and 1920. My intention is to show how some of Kandinsky's supporters in the adopted homeland in which he launched his new art and philosophy elevated and appreciated his work as a manifestation of the 'spiritual', and thus made up for the unintelligibility of To Küchler, Kandinsky's paintings were bereft of all spiritual or any other meaning that lay beyond the scope of inability, fraud, or idiocy. Seen from his perspective, the alleged "prophet" was a "monomaniac" whose "revelations" were nothing but a "madness of colours and shapes". Walden responded to Küchler's slating review in his periodical The Storm (Der Sturm). Under the slogan 'For Kandinsky' (Für Kandinsky) he issued a protest statement, which was signed by more than eighty personalities -mainly from the cultural sphere. abstraction, of which it was accused by the critical community. In parallel, I will take into consideration the broader context by drawing attention to a concurrence between the German self-image and the concept of a spiritual art which was associated with abstraction and the east. Through this, I aim to provide an understanding of why the 'Russian soul' that was supposed to be operating in Kandinsky's art was considered by some a kindred spirit of the 'German soul'. Germany, c. 1910-37 and on the other, "a wealth of the most irrational sensuality […] a sensuality that is spiritualised".
7. On the Spiritual in the Reception of Vasily Kandinsky's Art in
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The following year, the dualism between the rational and the irrational suggested by Hausenstein reappeared in his survey The Visual Arts of the Present. 11 In the book, Hausenstein further explained this dualism as a relationship of tension between western rationality and Russian mysticism. In doing so, he devalued the rational (i.e., 'western') elements which he found in Kandinsky's work as subordinate. To Hausenstein, the essential quality of Kandinsky's texts and paintings was derived from Russian sources: ' [On] the Spiritual in Art', according to our literary standards, is only a poor achievement […] . But that is precisely the point: we have no right to apply to these things the common standards which, even in the best case, still have something of western European rationality about them and, hence, do not do justice to the mysticism, the irrational mysticism, the incomprehensible stammering of the Russian soul.
12
Likewise, he argued that "the ultimate basis of Kandinsky's painting, that which we perceive as the richness of his work, is that wonderful Russian soul". 13 Interestingly, Hausenstein's defence of Kandinsky's abstraction had something in common with Küchler's polemic: both authors seemed to have something of a comprehension problem regarding Kandinsky's works. Yet, while Küchler reduced this problem to the conclusion that Kandinsky's abstraction was meaningless, Hausenstein discerned in it an expression of the "Russian soul". According to Hausenstein, Kandinsky's paintings were not without object; rather, the spiritual object had taken the place of the physical object in them.
14 From his perspective, the comprehension problem resulted primarily from the fact that Russian mysticism could not be understood in terms of western rationality. The crucial difference between the two authors is that Hausenstein believed in Kandinsky's sincerity while Küchler did not.
Another early account of the new art was written by the journalist Paul Fechter 22 In his study, Worringer transformed the term 'Gothic' from a stylistic label for medieval art to a supra-temporal "form will" (Formwille) that pervaded 'northern' or 'Germanic' culture. 23 The "vehicle" of this Gothic "form will" was "the abstract line without organic moderation". 24 Consequently, the Gothic was described by Worringer as "in its innermost nature, […] irrational, superrational, transcendental", since "wherever the abstract line is the vehicle of the form will, art is transcendental". 25 In turn, he suggested that naturalism in art -which was defined in Abstraction and Empathy as an "approximation to the organic and the true to life, but not because the artist desired to depict a natural object true to life in its corporeality […] , but because the feeling for the beauty of organic form that is true to life had been aroused" -accorded with the classical harmony and rationality he associated with 'southern' or 'Romanic' culture.
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The oppositions which Worringer established between Gothic and Classical, north and south, and between abstraction and naturalism, coincided with the increased efforts of the Germans to create and highlight their own cultural identity as a result of the foundation of the German Empire in 1871. These efforts were marked in particular by a distancing from France and its art which was traditionally labelled as technically perfect, superficial, rationalistic, classical, sensual, and so on; by contrast, German art was considered to be authentic, profound, emotional, romantic, and spiritual. 27 The latter traits were also assigned to Expressionism. It is in this context that Fechter interpreted Expressionism as an awakening of the Germans' 'Gothic soul'. art play a determining role (Kandinsky was not mentioned in either of these texts). Nevertheless, Worringer's writings were read as justifications or even manifestos of Expressionism and taken as a basis for the assessment of the new art. 28 Three aspects of Worringer's discourse were of special relevance with regard to the reception of Kandinsky: first, Worringer paved the way for a broader acceptance of abstraction by ascribing to it a historical significance in its own right; secondly, a moment of identification was created between German culture -as represented by the concept of a supra-temporal Gothic -and the 'transcendental' art form of abstraction; thirdly, according to Worringer, it was in the Orient that abstraction had been most purely preserved from classical influences. In Abstraction and Empathy he wrote: "With the Oriental, the profundity of his world-feeling, the instinct for the unfathomableness of being that mocks all intellectual mastery, is greater […] . Consequently the keynote of his nature is a need for redemption. In the first section of the first chapter of his Introduction, which appears as a parable on modern culture, Burger told of a generation of people (Geschlecht) who searched for "the new, great, expansive home of the human spirit" and eventually found "a new cosmic life": "The material and everything carnal fade before the primal force and primal sense of being; in the twilight of the gods of the past the spirituality of the soul celebrates a great resurrection." 33 Up to this point, Burger's narrative is illustrated with three old German woodcuts and three woodcuts from Kandinsky's volume of poems Klänge (Sounds) (1913), together with the artist's Composition VI from 1913 (figs. 7.2 and 7.3). Their selection and combination was apparently devised by Burger himself. 34 While the reproductions of old German woodcuts can be readily explained by Burger's tracing back of contemporary German art to the spirit of the Middle Ages, their juxtaposition with Kandinsky's woodcuts deserves closer examination. In fact, the extensive visual presence of Kandinsky's work right at the beginning of the first chapter is surprising, given Burger's conviction as to the leading role of German art. 35 However, a nexus between the cultures of Germany and Russia -and, at the same time, between those of medieval Europe and the Orient -is indeed implied in Burger's book, since he asserted that "Nordic thinking" was derived partly from "Oriental" thinking. 36 With this in mind, it becomes clearer what Burger meant by his statement that Germany and Russia "step into the circle of modern culture side by side. What links them is their Asiatic heritage". 37 But how should this "Asiatic heritage" be conceived with respect to Kandinsky's art?
The concept of modern culture that Burger developed with recourse to Asia (or the Orient) and to the European Middle Ages was founded upon two pillars: the first of these was the unification of humanity into one universal community, while the other was its spiritualisation. Besides the Germans, Burger found the most determined champions of this new cultural standpoint among the Russians. Thus he regarded Kandinsky's abstraction, represented by the painting Composition VI, as one of the "most radical 7. On the Spiritual in the Reception of Vasily Kandinsky's Art in Germany, c. 1910-37 formulations of modern ideas". 38 In this radicalness, Burger found confirmed his view that in the case of the Russians the "elemental force of primal instincts is not fettered by civilising chains, as is the case with the peoples of the west; it reaches much more easily, though perhaps also more carelessly, into the world of cosmic expanses".
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When Burger wrote about the Russians, he was clearly merging the spiritual with the primitivist discourse: "There, more than anywhere else, the noblest religious instincts of the Europeans are wed with raw animal force". 40 However, to Burger, looking to the east was tantamount to looking back to the origins of his own culture, which he saw as being in the Middle Ages. He declared that "we begin to develop an increased interest in the artistic achievements of those periods in which the sacred faith in a higher culture and spiritual community never allowed the differentiation of a personal knowledge and will to become the guiding cultural factor: the world of the Middle Ages and of the Oriental cultures". 41 Kandinsky's woodcuts and his Composition VI embodied "Asiatic spirit" 42 in contemporary dress -the "Asiatic spirit" being conceived of not as the 'Other', but as a cultural source that was recollected by Expressionism and German culture as a whole. Even though the reproduction of Kandinsky's woodcuts may have been intended to fulfil a function complementary to that of the old German woodcuts (signifying 'Russia, Orient, present' as opposed to 'Germany, Middle Ages, past'), their meanings converged on a higher level. To Burger, they both testified to the cultural ideals he propagated: unity and spirituality.
Burger was not the only art historian to see basic commonalities between the German and the Russian art of his day. Another account which invoked the GermanRussian cultural affinity was that of Eckart von Sydow (1885 Sydow ( -1942 artistic credo of Matisse, as explicated in his 'Notes of a Painter' from 1908, included "the striving for balance, the ideal of calm". 45 Von Sydow wrote: "In France it was […] the will to change the artistic form that asserted itself […] . […] In Central and Eastern Europe, however, there is a totally new feeling of a deepening inwardness and a new will to new religiousness". 46 As Hausenstein and Burger had done before him, von Sydow contrasted western rationalism with eastern mysticism. The position of Germany within this cultural map was described by him as follows: the "German soul" was "wedged" between "the predominant naturalism of the west" and "the radical abstraction of the east". 47 In the German Expressionist culture of his time he discerned a propensity for abstraction and mysticism which he felt found its purest manifestation in Russia:
But where […] is the breakthrough of abstract tendencies taking place today? […] It is in the Russian spirit that the new European religiousness has grown: Dostoevsky and Tolstoy! It is out of Russian artistry that the longing for the pure arabesque as an expressive art form has arisen: Kandinsky! […] And now: is the Russian spirit not the refuge of mystic spirituality of all kinds and variations? 48 Interestingly, Kandinsky seems to have shared the cultural model represented by von Sydow and others -at least to some extent. An example of this can be seen in his article 'Abstract Art', published in 1925. 49 It illustrates how Kandinsky himself confirmed and sought to influence the 'spiritual' interpretation of his work. At the beginning of his article, Kandinsky referred to a "transvaluation that very gradually abandons the external and very gradually turns toward the internal", which was "the natural herald of one of the greatest spiritual epochs". 50 In this context, Kandinsky pointed out "a shift in art's center of gravity, signifying at bottom the transition from the Romanic principle to the Slavic -from West to East". 51 In Kandinsky's essay, the contrast between the 'internal' and the 'external', and between abstract and figurative art, corresponded to the cultural difference between the Slavic east and the Romanic west.
As with von Sydow's interpretation, Germany was seen by Kandinsky as lying amidst this field of forces and as having made a recent move towards the east. The content of Kandinsky's essay demonstrated that since the outbreak of the war in August 1914 and Kandinsky's subsequent forced departure from Germany, his understanding of the spiritual value of his art had not fundamentally changed. This is important, as during Kandinsky's return to Russia from 1915 to 1921 he had been faced with the emergence of Constructivism and its non-or anti-spiritual stance. 52 The conflict between the secularity of (proto-)Constructivism and the continued emphasis on the spiritual in Kandinsky's art was reflected in Konstantin Umansky's (1902-45) New Art in Russia (1920) . 53 This, for the first time, gave the German public a broader overview of the developments in Russian art which had taken place since 1914, that is to say, during war and revolution. With regard to Kandinsky's reputation in Germany, Umansky stated: "If anyone deserves the epithet of the 'Russian messiah', it is Kandinsky." 54 The 'spiritualisation' of Kandinsky at this point stood in sharp contrast to the almost programmatic criticism of western views on Russian art which Umansky offered at the beginning of his book: "In the west, people have always been very inadequately informed about Russian art. In the European imagination the Oriental artist lived as a barbarian, unaffected by all 'higher' culture, or as a messiah, surrounded by the gloriole of primal creative power ('ab oriente lux')." 55 negation of the spirit's right to isolated autonomy" -was described as feeling itself, quite rightly, to be "in perfect harmony with the ethos of the time". 57 If, as Umansky suggested, Tatlin's material constructions were more up to date, 58 
